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Abstract: 
Many understandings of contemporary large-scale, site-specific, object-based installations 
privilege a narrative experience of site and the fixed moment of final resolution through 
documentation. This emphasis can overlook the important material, formal, conceptual, 
contextual and affectual processes that the artist works with to arrive at these momentary 
resolutions. It also often ignores the possibilities for restaging and reconfiguring 
installations to multiple and different locations. Through exploring ideas and art that are 
related to a notion of a kaleidoscopic approach to creative practice this project 
demonstrates how focussing on the processes that particular artists work with can bring 
new understandings and experiences of installation art.  This approach achieves this 
through reflection and analysis of the creative works made throughout the project and 
the critical examination of Ilya and Emilia Kabakov, Mike Nelson, Jonah Freeman and 
Justin Lowe’s art practices. It also specifically explores Bill Brown’s concept of the 
kaleidoscopic and uses the theoretical frameworks of object-relations theory along with 
notions of the ‘formless’. This will demonstrate how a distinctive engagement with these 
ideas and practices can move beyond the idea of installation as a ‘fixed’ moment of 
resolution and lead to the creation and reconfiguration of multiple potentials for 
installation works. 
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Introduction  
This practice-led research project examines the relationship between material collections 
and processes as site-specific approaches to making visual art and how these relate to the 
‘part-object’ in psychoanalytic discourse. This research is based on an insistent dialogue 
with the theoretical frameworks of Melanie Klein’s object-relation theory of the ‘part-
object’ and its development by other theorists. The project explores how Bill Brown 
utilizes ‘part-object’ theory in framing collections of ‘part objects’ as kaleidoscopic 
arrangements, how Jun'ichirō Tanizaki’s discusses ‘grime’ and ‘shadow’ in In Praise of 
Shadows and uses Yves-Alain Bois and Rosalind Krauss’ compilation Formless as a 
touchstone for the creative practice.   
This Masters project originally intended to further explore the potential performativity in 
the arrangement of collections of objects and materials that emerged during my Honours 
research project. These elaborate object-based arrangements were formed as a result of a 
personal engagement and fascination with tactile, ephemeral and sensuous materials.  
When obsessively working within these spaces, a complex internal logic would develop 
from the on-going re-engagement and performance with the materials and objects 
collected around me. This ‘logic’ began to emerge as I became more and more immersed 
in the composition of these objects, as the gaps between my activities in the space and 
the objects themselves became more blurred. Central to my practice is the negotiation of 
the inherent disparities and gaps that occur between inner and outer worlds, as well as 
the poetic and uncontrollable nature of materials, objects and process that develop out of 
this approach. 
Although the practice is influenced by ideas related to psychoanalytic notions of the ‘part 
object’, the work is primarily driven by an engagement with objects, materials and site, 
and is more aptly contextualized through contemporary art and the visual artists 
specifically discussed. Chapter One considers the importance of key artists and artworks 
to this project, particularly Ilya and Emilia Kabakov, Mike Nelson and the collaborative 
duo, Jonah Freeman and Justin Lowe. It discusses the restaging of these immersive 
environments across multiple sites, and explains how this reconfiguration of work has 
informed my practice. This chapter further outlines the ongoing importance of Louise 
Bourgeois, Eva Hesse, Sarah Sze and Karla Black to my approach to objects, materials 
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and structures within my work. It also examines how these works inform the project 
alongside notions of the ‘part object’, the use of ‘grime’ and the poetic qualities of 
collected arrangements of objects and materials within their practices. In Chapter Two, 
this theoretical framework is expanded on in a discussion of the ‘part-object’ as described 
by Melanie Klein. It also examines how collections of ‘part objects’ or the elements of 
large-scale immersive environments can be framed in relation to Bill Brown’s notion of 
the ‘kaleidoscopic’.  This chapter concludes with an analysis of how the recreation of 
abject spaces can be framed by notions of ‘grime’ (as expressed by Jun'ichirō Tanizaki),  
‘lustre’, and Yves-Alain Bois and Rosalind Krauss’ discussion of the ‘formless’.   
Chapter Three describes the practice-led research methodology used in this project, 
outlining how the enduring dialogue between art practices and critical work has informed 
the creation of large-scale immersive environments. It discusses how these works 
respond to and re-imagine the specificities of the exhibition site. It describes how 
restaging and reconfiguring the works at other sites further develops the processes of 
working and thinking in the practice. In Chapter Four the major developments of the 
practice are outlined through an analysis of the progression from intricate object-based 
arrangements to large-scale immersive environments.  This provides documentation of 
exhibited works and the consequent reconfigurations and restaging of these works. The 
conclusion summarises the research project and details the importance of the material, 
object-based and processual experimentation that occurs during the installation process. 
It further suggests how the ‘kaleidoscopic’ can be used to frame the site-specific 
reconfiguration of works when restaged at multiple sites presents another way of 
approaching these works. The project is weighted 75 percent towards the creative 
outcomes, which includes documentation of the artwork made across the research 
project, and 25 percent towards the exegesis that analyses and contextualises the creative 
outcomes.   
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Chapter 1: Contextual frameworks- Pract i c es  
The immersive site-specific installations formed during this project have developed 
alongside intensive research into the art practices of Ilya and Emilia Kabakov, Mike 
Nelson and the collaborative duo, Jonah Freeman and Justin Lowe. These artists create 
site-specific, immersive environments that embrace the abject in a variety of gallery and 
non-gallery contexts. Some of these works are then reconfigured and restaged in 
response to the specificities of other sites. These artists inform my practice in particular 
through their strategies of visual research and intricate planning of site employed when 
preparing installations. The works demonstrate a careful choreography of the viewer's 
experience through light, material, space, objects and sound, which are often redeveloped 
and reconstructed to respond to the specificities of other sites. This chapter will also 
outline the ongoing importance of the work of Louise Bourgeois, Eva Hesse, Sarah Sze 
and Karla Black to the object-based, material and structural experimentation of my 
practice. The devices used to encourage audience participation and heighten audience 
experiences discussed by the British theatre group Punchdrunk in their approach to 
immersive performance works have also become increasingly useful to me for my own 
site-specific installation artworks.   
1.1 Ilya and Emilia Kabakov 
Ilya and Emilia Kabakov collaborate to form theatrical environments or "total 
installations" that incorporate personal memories and everyday objects to develop 
specific characters within the space. The Kabakovs use their albums to generate 
installations that “tell fictional stories about fictional events that are not even clearly 
identifiable as art events or otherwise"1. From their extensive practice there are two 
particular works, which have been relevant to this project: The Untalented Artist and Other 
Characters (1989) and The Toilet (1992). Developed from ten fictional characters, The 
Untalented Artist and Other Characters consists of a series of rooms that has been cordoned 
off, including The Man Who Flew Into Space From His Apartment, The Collector and a 
communal kitchen2.  In their 1992 installation at Documenta IX, The Toilet, the artists 
recreated a provincial Soviet public toilet and then formed a domestic setting inside the 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  1	  Kabakov in Merewether, Charles, ed. 2006. The Archive (Whitechapel: Documents of Contemporary 
Art). Cambridge, Mass.: The MIT Press, 36.	  	  2	  Furlong, William. 2010. Speaking of art: four decades of art in conversation. London: Phaidon, 307.	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two spaces. These works have been significant to the project because by recreating these 
spaces they were “completely transforming the space in visual terms and turning it albeit 
temporarily into an environment of his [their] own. Secondly these installations 
repeatedly evoke a larger, totalitarian project of omnipresent control and a system of 
direct and indirect orders"3 that I have also been considering in my work. 
These installations are also often accompanied by a written narrative or album, which 
adds another level of engagement for the viewer, one where all the elements that make 
up the work are considered. These ‘total installations’ explore the different ways personal 
memories and associations can influence the reading of a work:   
…in our memory everything becomes equally valuable and significant. All points 
of recollections are tied to one another. They form chains and connections in our 
memory, which ultimately comprise the story of our life.4 
For my project, the potential for multiple, expanding and collapsing stories to emerge 
from a single installation space is important for also developing “a maze of narrative 
potentials and tactile evocations"5. These multiplicities provide the potential for the 
meaning of the work to become lost in an endless process of interpretation that can be 
further enhanced by the viscerality of the objects and materials arranged in the specific 
sites of installation.   
It is often the small details of the Kabakovs installation spaces that evoke “a sense of a 
captured presence, of an arrested moment”6. The Toilet is a good example of how the 
grim, mundane nature of the work suggests recent inhabitation but also a tawdry history 
(See Appendix I). Their attention to the minutiae of life and moments of time strive to 
make the viewer feel uncertain about whether they are ‘trespassing’ when they enter the 
work: "The visitor here feels at once the only host of this abandoned home and an 
uninvited guest who came to the wrong place at the wrong time"7. This strategy of using 
the audience's expectations of what would be inside the space, based on the exterior of 
the work, made me think about different ways to subvert expectation in my own work.  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  3	  Groys in Groys, Boris, David A. Ross and Iwona Blazwick. 1998. Ilya Kabakov. London: 
Phaidon, 66-68	  
4 Kabakov in Wallach, Amei. 1996. Ilya Kabakov: the man who never threw anything away. New York: 
Harry N. Abrams, 100.  	  
5 Boym, Svetlana. 2001. The Future of Nostalgia. New York: Basic Books, 319. 	  
6 Ibid, 314.	  
7 Ibid, 310. 	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The Kabakovs practice offers a model for the accumulation and rearrangement of 
materials that is significant for my own creative work. As Ilya Kabakov points out,  
…rubbish not only is a symbol of the ruin of destruction and entropy, but it also 
has a particular potential because all these peoples' lives are really basically a 
clutter of things that have been drawn from that rubbish. So rubbish has a 
capacity to go either way. It is sort of neutral but a symbol of both things, of 
construction and destruction.8  
As I will elaborate on in the creative practice chapter, it is the way in which the 
Kabakovs evoke a whole range of uncertainties about the narratives we might be witness 
to, and how the ‘total installation’ of the work - how every element is carefully staged and 
arranged to provoke those hesitancies - that has become central to the way I consider 
their use in this project.  
1.2 Mike Nelson 
Mike Nelson's large-scale immersive environments utilise a complex series of corridors, 
dilapidated rooms, duplicated spaces and endless doors to enclose and disorient the 
viewer within labyrinthine spaces. Nelson develops an intricate choreography of these 
spaces to control the viewer’s experience by leading them through a series of “doors and 
corridors and thus between possible narrative strands that repeatedly intersect at various 
places. Again, a narrative is developed through the viewer's assumptions; there are no 
clear references to figures or events"9. Like the Kabakovs, it is Nelson’s approach to 
constructing an immersive experience that evokes all manner of poetic disjunctions and 
narrative possibilities that has been important for the project. 
In The Coral Reef, installed at Matt's Gallery in 2000, Nelson created multiple pathways 
through the work, allowing the audience to choose their own routes through the space, 
that “purposely confused and coerced the viewer to become lost within it- amongst these 
lost people- was a piece of trickery that would force them to look"10. In this maze-like 
series of rooms, Nelson leads the viewer further and further into the labyrinth until the 
viewers reach a point where they completely lose their sense of direction (See Appendix 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
8 Kabakov in Furlong, William. 2010. Speaking of art: four decades of art in conversation. London: 
Phaidon, 309.  	  
9 Volz, Jochen. 2001. “Jochen Volz on Salla Tykka, Anri Sala and Mike Nelson”. C Magazine  (71): 
20. 	  
10 Nelson in Enright, Robert. 2012. “Space Stories”. Border Crossings 31(4): 25-26.	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II). In order to then find a way out the viewer’s would then be forced to notice smaller 
details as improvised markers towards the exit. Nelson indicates that he likes,  
…the myriad possibilities of where you might go first or last and that 
disorientation with the doubled room, which offers the possibility that everything 
is doubled or tripled or quadrupled or multiplied ad infinitum. Purposefully, the 
viewer becomes the articulator of the environment and becomes enmeshed into 
the work's very meaning.11   
 Making the audience navigate through the spaces at the own pace, to encounter different 
rooms at differing times according to their choice of route, allowed for chance variations 
between each visitor's experience, and the possibility that memories and personal 
associations might be made in relation to the spaces and objects they were navigating 
through. This idea of encouraging multiple experiences and outcomes has been 
developed in my own installations over the course of the project. Hughes argues that 
viewers are asked to “envisage the constellation of rooms as a whole, rather than as a 
series of discrete narrative points"12. Nelson has compared his practice to that of the 
Kabakovs and suggests viewers often read their way through the Kabakovs’ work 
whereas in his  
…more labyrinthine works there is a sense that you can digress at will and 
somehow rewrite the narrative. Spatially, I'm trying to construct something which 
allows flexibility but that conceptually or narratively also allows a certain intuitive 
play with material. That intuitive reading of the work still ends up in the same 
place. I don't want to be didactic or prescriptive, but I want the viewer to arrive 
at a certain conclusion in the loosest possible sense.13  
 In my practice I also attempt to encourage an intuitive reading of the work, and then see 
how far I can lead the viewer into my material obsessions before the objects in the space 
break the logic that leads to the intuitive reasoning. 
Nelson also works across both gallery and non-gallery sites, often incorporating found 
elements he has collected from the site into the work, and then often restages works. For 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
11 Ibid, 38.	  
12 Hughes, Helen. 2011. “An editorial approach: Mike Nelson’s corridors and The Deliverance 
and The Patience”. EMAJ Art Journal (6): 
http://emajartjournal.files.wordpress.com/2012/11/hughes-an-editorial-approach2.pdf, 20.  
13 Nelson in Enright, Robert. 2012. “Space Stories”. Border Crossings 31(4): 27.	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example, To The Memory of H.P. Lovecraft was originally developed for the Hayward 
Gallery, London in 1999, and then restaged in 2008 at the Villa Arson at the Centre 
National d'Art Contemporain in Nice. The Coral Reef was first exhibited at Matt's Gallery 
in 2000 and was then redeveloped at The Tate in 2010. As Nelson describes his process 
of developing I, Imposter for the British Pavilion at the 2011 Venice Biennale from his 
previous work at the 2003 Istanbul Biennial, Magazin, Büyük Valide Han, "it occurred to 
me that maybe I could rebuild, or re-imagine the piece from Istanbul, or part of it"14. 
This re-imagining of site-specific work, or a fragment of a work in response to a new site 
has also been utilized during this Masters project as way of developing of processes and 
thinking around work.   
1.3 Jonah Freeman and Justin Lowe 
Jonah Freeman and Justin Lowe have also been important to informing my creative 
practice through the strategies evident in their immersive labyrinthine installations that 
re-imagine the gallery space into a sequence of carefully orchestrated rooms. Their 
installations are based on their interest in architecture and subcultures such as 
psychedelia and drug culture, but I am most concerned with the overwhelming tactility 
of their work, and the way that it consumes… 
 all who entered, commanding more of everyone than a passive gaze. These 
dormant environments bore evidence of past occupation, with memories of their 
past lives traceable beyond the overwhelming material mass of the installation, 
through jarring smells of a burnt-out kitchen and the putrefaction within the 
communal pantry.15  
Freeman and Lowe have described their intensive attention to the surfaces in the space 
and specifically how they make the work feel inhabited,  "you just work on it until it feels 
like a room. That's like getting the smell and getting more dirt and more texture, the 
lighting"16. The level of grime and surface detail they achieve through faux aging 
techniques to these spaces is immense, as Freeman explains, “we get really into the way 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
14 Nelson in Enright, Robert. 2012. “Space Stories”. Border Crossings 31(4): 38. 
15 Dorn in Freeman, Jonah, Justin Lowe, Alexandre Singh, Alison de Lima Greene, Liam Gillick, 
David Hollander and Raimundas Malašauskas. 2009. Hello Meth Lab in the Sun. Marfa, Texas: 
Ballroom Marfa, 20.	  	  
16 VICE. 2012. “Art Talk: Jonah Freeman and Justin Lowe”. Video Documentary, posted March 
7. Accessed November 29, 2013. http://www.vice.com/art-talk/justin-lowe-and-jonah-
freeman?article_page=4&Article_page=4	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that the paint peels, stain there "17 and renders the whole space as a palimpsest of its 
fictional histories (See Appendix III).  
Malašauskas argues that Freeman and Lowe’s environments suggest "the conflation of 
things, when substances, forms, and processes get melted into each other. Even in terms 
of the conversation about it, rather than analysing the rooms of the installation as 
separate entities representing specific groups I would see it as a mash of spaces and 
attributes"18. After looking at documentation of Hello Meth Lab in the Sun, I also began to 
think about the audiences' movement between the different rooms and how the position 
of these doors could deceive, trap and challenge the viewer – and how I could do this in 
my work.  
 I am also fascinated in the way their works are their re-imagined histories of the site, 
based on their own personal fascinations rather than a recreation of any actual historical 
spaces.  As Jonah Freeman proposes the works are not a "direct articulation or 
representation of history but an odd interpretation of it and making it a parallel world, 
and so now it's getting even more parallel"19. This idea of a space that is loosely based on 
a historical event or moment but is otherwise fictional is a common thread that weaves 
together all the key artists that contextualise my own creative practice and has been 
significant for the work developed in this project.  
The idea of restaging variations of installations, like Hello Meth Lab with a View, which 
was held at The Station in Miami in the same year of Hello Meth Lab in the Sun (2008), 
originally installed at Ballroom Marfa in Texas - then renamed for Deitch Projects in 
New York as Black Acid Co-op in 2009 – also led me to think of the implications of this 
for my work. When interviewed about this process of developing the work across the 
three sites, the duo explain how many of the elements remain the same, some were new 
and other were reconfigured or different altogether according to the physical and 
conceptual structure of the work. As Jonah Freeman explains, "When we did Hello Meth 
Lab in the Sun, the original idea was like let's put a meth lab next to a hippy 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
17 Marfa Public Radio. 2008. “Talk at Ten interview with Jonah Freeman and Justin Lowe”. 
Podcast audio: MP3. Accessed November 29, 2013. 
http://files.ballroommarfa.org/Talk%20at%20Ten_Jonah_Freeman_Justin_Lowe.mp3	  
18 Malašauskas in Freeman, Jonah, Justin Lowe, Alexandre Singh, Alison de Lima Greene, Liam 
Gillick, David Hollander and Raimundas Malašauskas. 2009. Hello Meth Lab in the Sun. Marfa, 
Texas: Ballroom Marfa, 38. 	  
19 VICE. 2012. “Art Talk: Jonah Freeman and Justin Lowe”. Video Documentary, posted March 
7. Accessed November 29, 2013. http://www.vice.com/art-talk/justin-lowe-and-jonah-
freeman?article_page=4&Article_page=4	  
	   17	  
kitchen…thinking of the connection between the two and then the narratives around 
that, and that's what we explored a bit in Black Acid Co-op really took on a narrative level 
in Bright White Underground"20.  
Bright White Underground (2010) was a site-specific installation in which the artists built up 
an elaborate psychedelic history based on the past occupants of the house (See 
Appendix IV). I am drawn to the complex threads that run through the conceptual, 
formal and material approaches to making that contribute to the various iterations of 
their work, and like the Kabakovs and Mike Nelson consider these approaches to 
practice as kaleidoscopic. This idea and how I define my own practice with regard to it, will 
be elaborated on in the creative practice chapter. Very briefly, it involves negotiating the 
position between the two strands of practices that inform the project. One strand 
consists of the object, material and process-based practices of Louise Bourgeois, Eva 
Hesse, Sarah Sze and Karla Black, which are in dialogue with psychoanalytic and object 
relations theory. The other is the often narrative-dominated installation practices of Ilya 
and Emilia Kabakov, Mike Nelson and the collaborative duo Jonah Freeman and Justin 
Lowe. Below I will briefly outline the ongoing relevance of Bourgeois, Hesse, Sze and 
Black’s works to the development of making work. I will then explain how the English 
performance/theatre group Punchdrunk has contributed to thinking about audience and 
affect before discussing the conceptual terrain that also underpins the projects outcomes. 
In the third chapter I will articulate how all the artists and ideas examined across the 
contextual frameworks contribute to the kaleidoscopic model of research that forms the 
original methodology of this research project. 
1.4 Louise Bourgeois, Eva Hesse and Sarah Sze 
From the beginnings of my art practice the works of Louise Bourgeois, Eva Hesse, Sarah 
Sze and Karla Black have informed the creation, use and arrangement of materials and 
objects in the works I have made. The play between phallic forms evident in objects such 
as Bourgeois' Fillette (1968) and Hesse's Ingeminate (1965) were initially used in parallel to 
Mignon Nixon's reading of Melanie Klein's writings to dissect the potential of the 
'formless' and the 'part-object' in object-based works. As Nixon explains, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  20	  21c Museum Hotels. 2013. “21c Museum presents an interview with artists Jonah Freeman + 
Justin Lowe”. YouTube video, posted August 2. Accessed November 29, 2013. 
http://www.youtube.com/watch?v=CYCk8pZBqOk. 	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To twin and bind the penis, therefore, is to mock the phallus (to send up the 
latter's defining and transcendent singularity), but also to muddle the penis up 
with the breasts, and the breasts with the testicles: and so set off a spiral of 
identifications in which the body is both drawn close and lost track of - 
becoming ever more impossibly phantasmic.21 
These practices have been revisited throughout the project as their works lead me to 
consider the material and object explorations, and spatial decisions I make within my 
own works. In particular, I have referred to collections of small visceral objects such as 
Hesse's Test Pieces and Bourgeois' Clutching (1962), End of Softness (1967) and La Patte 
(1965). Additionally, their approaches to larger scale works have been examined: the 
adaptive psychological spaces formed in Bourgeois' Cell series (1989-1996) and Articulated 
Lair (1986), as well as the tenuous monumentality of Hesse's Expanded Expansion (1969).  
In Bourgeois' Cell Series (1989- 1996) the artist uses the enclosed spaces to think about 
personal memories, associations and histories through objects and materials (See 
Appendix V).  In these works the viewer is enticed into the space, "one may peek 
between the hinged doors to see what is inside, and occasionally a door is left ajar so one 
can actually enter the space, doing so at some psychological if not physical risk"22. It is 
Bourgeois’ use of these physical and psychological tensions that continues to resonate 
across my own exploration of object, material and site in the current works. 
Hesse's Expanded Expansion (1969) is a large-scale (309.9 x 762 cm) rubberised 
cheesecloth panel that is supported with reinforced fibreglass to form a curtain-like 
surface, which can adapt in width to the exhibition space (See Appendix VI). The 
fragility and variability of the work lead me to question the permanence and implications 
of using different materials to divide the spaces within immersive multi-room 
environments. Her works made me consider how "the increasing fragility or decay of 
latex and rubber elements show the paradox of work that derived its power from the use 
of materials that will alter over time"23. Rather than latex or rubber however, it is the 
adaptability, accessibility and impermanence of cardboard and plastic that makes them 
the main construction materials I employ. Using plasterboard to create a wall often 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  21	  Nixon, Mignon. 2005. Fantastic Reality: Louise Bourgeois and A story of Modern Art. Cambridge, 
Mass. The MIT Press, 223. 	  
22 Storr in Storr, Robert and Paulo Herkenhoff. 2003. Louise Bourgeois.  London: Phaidon, 82.	  	   
23 Buskirk, Martha. 2005. The contingent object of contemporary art. Cambridge, Mass.: The MIT Press, 
133.  
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dominates the space and the work becomes about the monumentality of the wall as 
opposed to the gesture of splitting the space through the use of cardboard and/or 
plastic.  
Initially Sarah Sze's practice was the main reference point for the intricate object-based 
arrangements I developed. Sze's large-scale arrangements of collected everyday objects 
are organised into a personal logic, "like a self-recapitulating ontology, a kind of organic, 
almost self-reproducing and evolving private language"24. This kind of work creates a 
situation where the constructions, materials and processes trap the viewer between the 
discovery of new details in the work and then being overwhelmed by the immensity of 
the composition.25  
1.5 Karla Black 
Karla Black's practice involves the formation of large-scale sculptural surfaces and forms 
using traditional sculptural materials and more everyday substances. These works are 
often dominated by a repetition of logic, colour or form that is similar to my approach to 
single room material fetish based installations. Works such as Expressions Are Hurting, 
Move Outside (2008) and At Fault (2011) were the starting point for the Chop Shop works as 
after seeing documentation of this work I became obsessed with powdered, liquefied, 
'formless' surfaces (See Appendix VII). Although Schwabsky and Fer identify the 
contingency, fragility and disintegration 26 in Black’s materials, the arrangement of these 
materials could also be framed as constantly in flux or a state of “formlessness” 27. 
Importantly, Karla Black also connects Melanie Klein's psychoanalytic theory with the 
"pre-linguistic physical object-experience" of her work28. As Black argues, "any sort of 
physical engulfment by or absorption in material reality can be more of an escape than 
the optical, cerebral one; offered by say representational painting or the narrative 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
24 Kastner in Bal, Mieke, Charles Green, Jeffrey Kastner and Kelly Gellatly. 2003. World rush_4 
artists. Melbourne: The National Gallery of Victoria, 9.  
25 Including works such as Hidden Relief (2001), Proportioned to the Groove (2005) and Tilting Planet 
(2009).  
26 Schwabsky in Phaidon Editors. 2009. Vitamin 3-D: New Perspectives in Sculpture and Installation. 
London: Phaidon Press, 48.   
27 Fer, Briony. 2011. “Karla Black’s abstraction”. In Karla Black, Karla Black, n.p. Edinburgh: The 
Fruitmarket Gallery, n.p.	  	  
28 Müller, Dominikus. 2011. “Karla Black: Capitain Petzel”. Artforum International 49 (7): 280.  	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storytelling of language"29. This questioning of the prioritisation of language in relation to 
the making process made me think about how narrative is valued more highly than the 
sensory experience of large-scale immersive environments. Looking at Karla Black’s 
work, renewed my fascination with the processual and sensory, and encouraged me to 
seek "more haphazard, individual methods”30.  
1.6 Punchdrunk 
It has also been very relevant to note the increasing convergence of contemporary 
performance modes, visible in British theatre group, Punchdrunk's immersive 
performance, Sleep No More (2003, 2011, 2013) where a cinematic level of detail is aspired 
to in much the same way as Kabakov, Nelson, Freeman and Lowe’s works (See 
Appendix VIII). Punchdrunk are very explicit about how the strategies they have 
developed encourage a more emotional response from their audience. Maxine Doyle, 
associate director and choreographer suggests, “audiences are forced to work 
instinctively and respond emotionally, rather than intellectually, and often when people 
take an intellectual approach to the work that's when their frustrations come through"31. 
Felix Barrett, the artistic director, talks about using the audience’s memories to intensify 
their experience: "your imagination then flavours the space- you draw on a database of 
sensation in the experience"32. Although Punchdrunk works from a narrative script, this 
is used to reveal minor narratives that are explored alongside the major narratives in the 
performance. It follows that the dialogue between audience members also becomes part 
of the show, “there are so many possibilities that if people can articulate their individual 
experience and acknowledge the differences of experience that they have that can only 
add to the work”33.  
 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
29 Black in Tate Gallery. 2011. “TateShots: Turner Prize 2011, Karla Black”. YouTube video, 
posted October 27. Accessed November 29, 2013. 
http://www.youtube.com/watch?v=xFKu5xuTR-M.  
30 Black in Honigman, Ana Finel. 2010. “Objects, But Only Just: A Conversation with Karla 
Black”. Sculpture 29(6): 26.  
31 Doyle in Machon, Josephine. 2011. (Syn)aesthetics: redefining visceral performance. Basingstoke: 
Palgrave Macmillan, 89.  
32 Barrett in Barrett, Felix and Josephine Machon. 2007. “Felix Barrett in discussion with 
Josephine Machon”. Body, Space & Technology Journal 7 (1): 
http://people.brunel.ac.uk/bst/vol0701/felixbarrett/. 
33 Machon, Josephine. 2007. “Space and the Senses: the (syn)aesthetics of Punchdrunk’s site-
sympathetic work”. Body, Space & Technology Journal 7(1): 
http://people.brunel.ac.uk/bst/vol0701/josephinemachon/home.html. 
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1.7 That which binds: criminality and the installation space  
Regardless of attempts to reassert the temporal and sensory aspects of the work, many 
viewers still try to form a narrative from the different logics in the space. To 
accommodate those viewers who like to think through the space, I have started revealing 
the fragmented, often criminal narratives I use as a the starting point for structuring the 
work. This imagined criminality of space also contributes to the feel of trespassing 
created by the structure of the work, which is designed to heighten bodily awareness and 
exaggerate the audience’s experience. Other contemporary installation artists and 
performance makers also cite their strategies of implicating or involving the viewer. For 
example, when a viewer has to make a decision to cross a threshold, open a door, or go 
through a hole in the wall in order to see more of the work, there is this sense of illicit 
trespassing that builds. Ilya Kabakov has described, "works of art, I think, consist of a 
series of traps, or concealments, through which the viewer has to pass"34. As Victor 
Tupitsyn elaborates: "In an installation… the measure of chaos and entropy can exceed 
the level of risk to which we would consent. I am talking about the mental discomfort 
from which an insurance offers no insurance"35. Similarly Mike Nelson describes the 
audience when he observes, "Everyone likes to trespass into spaces they are not 
supposed to go somehow"36. Punchdrunk’s Felix Barrett discusses his aims at length, 
“coupled with empowering the audience, was to strive to get something that smacks 
them in the guts, strives for a visceral impact, and thus an equivalent memory, so that it 
lives with you; it's a real experience, that becomes anecdotal"37.  Barrett additionally 
suggests that creating a potentially dangerous situation can even trigger the audiences’ 
adrenalin so “your synapses are firing so that any sensory stimuli we then give to you, the 
audience, you'll receive it tenfold”38. Considering the ‘criminality’ of the installation site 
across artworks by contemporary practitioners such as the Kabakovs, Mike Nelson and 
the collaborative duo Jonah Freeman and Justin Lowe allowed me to reflect on the 
processes within my own practice. Often these similarities developed around and in 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
34 Kabakov in Groys, Boris, David A. Ross and Iwona Blazwick. 1998. Ilya Kabakov. London: 
Phaidon, 129. 
35 V. Tupitsyn in Kabakov, Ilya, Margarita Tupitsyn and Victor Tupitsyn. 1999. "About 
installation". Art Journal 58 (4): 72. 
36 Nelson in Tate Gallery. 2008. “TateShots: Mike Nelson”.  YouTube video, posted August 7. 
Accessed November 29, 2013. http://www.youtube.com/watch?v=3sS4pS06Nek. 
37 Barrett, Felix and Josephine Machon. 2007. “Felix Barrett in discussion with Josephine 
Machon”. Body, Space & Technology Journal 7 (1): 
http://people.brunel.ac.uk/bst/vol0701/felixbarrett/. 
38 Ibid.	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dialogue with conceptual frameworks such as Melanie Klein’s object-relations theory and 
its extension by Bill Brown, transitional space and the formless. 
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Chapter 2: Contextual frameworks- Paradigms  
This reflection on the work of contemporary artists has been in constant dialogue with 
how I understand conceptual frameworks such as object-relations theory, transitional 
space and the formless. Melanie Klein's ideas about the ‘part-object’, Bill Brown’s 
application of this concept in his approach to large-scale collections of objects and D.W. 
Winnicott's understanding of transitional spaces, have provided reference points for 
framing the work of other artists and the processes and outcomes of my practice. From 
the beginnings of my art practice, the compilation of writings in Formless by Yves-Alain 
Bois and Rosalind Krauss have informed the poetic and uncontrollable nature of 
materials and structures used within the process of making. This has been further 
developed in the project by considering Jun'ichirō Tanizaki's discussion of 'grime' and 
'shadow' in In Praise of Shadows.   
2.1 Formless 
As Bois and Krauss explain, a system created within the definition of the formless is “a 
procedure to strip away categories and to undo the very terms of meaning/ being”39. The 
writings around the formless were initially how I understood the grit, grime and the 
unconfined material fetishes I develop within my practice. I am also drawn to the idea 
that the work and the space is constantly in a state of flux, through the process of 
creating forms, the constant revision of the arrangement, and the deterioration of the 
space over time. It is indicative of a certain approach to the obsessive repetition of form, 
and a process of testing the potential of different materials and forms. I think of 
particular ideas about fetish as relating to the idea of the part-object and consider these 
as being about a material fetish as it most often takes the form of recreating abject spaces 
full of dirt, grit and grime and other unsavoury detritus.  
2.2 Melanie Klein 
'Object relations theory' describes a series of psychoanalytic theories about the child's 
reaction to weaning and is a way of understanding the primitive or psychotic mechanisms 
at work in all of us. Melanie Klein's understanding of the ‘part-object’ is important to the 	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creative aims of the project as it is used to understand the material fetishes and object 
collections that are central to the practice. I am driven to understand this theory because 
it incorporates a range of bodily signifiers in a constant state of flux, and this is how I 
feel as I am in the space of making work. As Mignon Nixon describes, “The Kleinian 
subject relates to its environment as a field of objects to be fused or split, possessed or 
destroyed, by means of fantasies of introjection, projection and splitting that are 
produced by bodily drives”40. The way Bois and Krauss discuss the part-object within the 
formless resonates strongly with my approach to practice because  
“…it seems more accurate to view the constantly shifting identity of organs, or 
“part objects”, brought about by the systematic relationship between movement 
and permutation as in fact a mechanism to resist meaning, to attack the 
illustrative or thematic”.41  
I am drawn to this as it suggests that the ideas of the ‘part-object’ and the ‘formless’ 
oppose the narrative structuring of the work, and again open up the potential reading or 
engagement with an artwork.   
2.3 Bill Brown 
After reading Myla Goldberg’s 2000 novel Bee Season during my Honours project, I 
became fascinated with the fictional character Miriam and the logic of her collection, 
arranged into a “kaleidoscope” of 18 years of mostly worthless stolen objects. Bill Brown 
in Objects in an Expanded Field (2006) discusses the psychology of Miriam’s collection in 
reference to object-relations theory and proposes that complex arrangements of objects 
could be understood as multiple part-objects. Bill Brown’s expansion of the ‘part object’ 
into a ‘kaleidoscopic’ arrangement of objects has been used to frame the underlying 
process of the collection, which “has abandoned consistent taxonomy; its order is 
sensuous, not conceptual; the magical union of parts is neither complete nor 
incomplete”42. I have made use of this idea to think about the selection of items from my 
ongoing collection that I arrange to form the individual artworks, which are then 
integrated into site-specific logic that emerges during the process of making. This 
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collection is constantly growing and developing according to the new objects that have to 
be incorporated into the arrangement and the space of the collection. This accumulated 
history and memory of the objects in previous arrangements informs the creation of new 
works, as Walter Benjamin would argue, "for a real collector all of an object's 
background participates in a magical encyclopedia whose quintessence is the destiny of 
the object itself."43  
Another aspect of the kaleidoscope that I find relevant to the practices of the artists I 
research and my own is Brown’s suggestion that the Subject becomes somehow 
incorporated into the arrangement and the space of the objects. This is also the kind of 
immersive engagement that I want the viewer to experience in my own work, a kind of 
poetic re-imagining of the materials and the spaces that they occupy as they move 
through the installation itself.  The notion of the ‘kaleidoscope’ could be used to examine 
how a collection of elements operates to overwhelm the viewer “within this collection of 
objects, becomes an integral component of the aesthetic achievement, enters the object-
space as a thing among things that have been granted their places in the perfect order 
they themselves produce”44. It follows that if the artwork is thought of as a kaleidoscope, 
the work may be restaged and adapted to multiple different sites. The memory of the 
work as it was previously staged feeds into the development of the new work. The 
intuitive and sensuous potential of this logic of collection, and the restaging and 
reconfiguration, offered a way to think through the work of Mike Nelson and the 
collaborative duo Jonah Freeman and Justin Lowe, as well as my own practice.  
2.4 D.W. Winnicott 
D.W. Winnicott identifies transitional space as a “holding environment” where the child 
is protected without knowing it is protected45. “In the space between inner and outer 
world, which is also the space between people…the transitional space… intimate 
relationships and creativity occur"46. Casey remarks that: "a truly transitional space is 
often a place for creative action, providing enough protection to encourage 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
43 Benjamin, Walter. 1969. “Unpacking My Library: A Talk about Book Collecting” in 
Illuminations, edited by Hannah Arendt. New York: Schocken Books, 60. 
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experimentation (if not outright exploration) without being overly confusing”47. For the 
purposes of this project and my practice more broadly, the gallery site becomes a living 
lab as continuous inhabitation drives repetitive processes of collection, arrangement and 
reflection. In this sense, the gallery becomes a transitional space, a space that 
continuously negotiates habitation, memory, collection and exhibition. This space allows 
for seemingly opposing elements such as public/ private, subject/ object and 
construction/ destruction to be explored without any form of simplistic resolution. 
Dominated by neither world of external or internal realities the work forms a space of 
difference that is a space that opens onto both. This is particularly evident during the 
planning and installation processes in my work, where I begin to physically assemble an 
imaginary space that I have been collecting, arranging, reflecting on and detailing for 
months. However in the realisation of these spaces, the work evolves to respond to the 
site and this imagined space continues to be negotiated and rearranged. This negotiation 
of the disparities and gaps that occur between inner and outer worlds is crucial to the 
making process. The ‘holding environment’ is also useful to think about the audience's 
engagement or trespassing in the space as a way to further implicate the audience in the 
work. Although I frame my working processes in terms of ‘transitional space’, the 
potential that crossing a threshold could similarly initiate a "third area between the world 
of external reality and interior world of fantasy” in the viewer, lead me to actively use 
multiple spaces in a more considered way48.        
2.5 Jun'ichirō Tanizaki 
As Tanizaki explains in ‘In Praise of Shadows’,  
We do not dislike everything that shines, but we do prefer a pensive luster to a 
shallow brilliance, a murky light that, whether in a stone or an artifact, bespeaks a 
sheen of antiquity. Of course this 'sheen of antiquity' of which we hear so much 
is in fact the glow of grime. In both Chinese and Japanese the words denoting 
this glow describe a polish that comes of being touched over and over again, a 
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World. Bloomington and Indianapolis: Indiana University Press, 121-2. 
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sheen produced by the oils that naturally permeate an object over long years of 
handling- which is to say grime.49 
In seeking the transient beauty of imperfection, Tanizaki also articulates the Zen 
Buddhist notion of wabi sabi, where all things, in a constant state of flux, emerge from 
nothing and return back into nothing50. Tanizaki’s essay provided another way of 
approaching the shadow and grime within the larger installations that I developed as the 
project progressed. Although I had previously thought about the residue of my process 
in terms of the formless, Tanizaki’s ideas around ‘shadow’ and ‘grime’ became important 
to the choreography of spaces and process of inhabitation I undertake in making. 
Creating this surface history also became a process within the installation and influenced 
how I approached different sites. In considering site and transitional processes as 
inextricably linked, the work evokes Miwon Kwon’s revised definition of site-specificity 
as “being reconfigured to imply not the permanence and immobility of a work but its 
impermanence and transience”51. The intertwining of different ideas such as the formless, 
the ‘part object’, ‘transitional space’ and transient imperfections, all of which embrace the 
idea of meaning as a fluid yet responsive ‘kaleidoscopic’ process, has informed my 
approach to the practices of other artists, and the methodology of my own practice.  
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Chapter 3: Methodology 
3.1 Practice-led research 
The methodology used throughout the project has been practice-led research, and 
emanates primarily from looking at other art practices and obsessively working through 
the sensual potential of various material forms.  Different ideas around the ‘part-object’ 
and the ‘kaleidoscopic’ and its relation to this kind of ‘material thinking’ are in an 
ongoing and fluid dialogue, and are challenged and cultivated through reflecting on the 
working processes, as well as reading and critiquing the work of other artists. 
Consequently, the research methodology during this project, although “…initiated in 
practice, where questions, problems, challenges are identified and formed…”52, would be 
more accurately described as an insistent dialogue between theory and practice, a 
negotiation of the inherent disparities and gaps that occur between them, as well as the 
poetic and uncontrollable nature of the materials and processes involved in creating the 
work. As Estelle Barrett argues,  “practice-based research methods are again shown to be 
emergent, moving between theory, and the challenging demands of the artist’s physical 
and psychological states as well as those of material studio processes”53.   
3.2 Collection and the kaleidoscopic 
The studio processes during the project extend from an ongoing collection of objects 
and materials that is accumulated and edited regularly, and is concurrent to the 
development of all the artworks.  Before beginning each installation process, items are 
carefully and intuitively selected from the collection for their perceived contradiction or 
complicity with the material logic that has been established in the planning of the space. 
These arrangements occur in a reflective and considered state and also out of the 
practical and conceptual research that runs parallel to the embodied making process. 
Many of the works are dominated by material fetish, usually through the repetitive 
experimentation of a specific object or interaction. As discussed in the first part of 
chapter four, the compositions of earlier works were primarily constructed through an 
intense exploration of tactile materials and objects from this collection. Prior to the 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
52 Gray, Carole. 1996. Inquiry through practice: developing appropriate research strategies. 
http://carolegray.net/Papers%20PDFs/ngnm.pdf (accessed November 29, 2013).  
53 Barrett in Barrett, Estelle and Barbara Bolt, eds. 2007. Practice as Research: Approaches to Creative 
Arts Enquiry. London; New York: I.B.  Tauris, 10-11.	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process of installation, the arrangements are repeatedly and intricately mapped and 
reconfigured. The work is then built out from the basic support structures to form highly 
detailed areas that use specific and controlled lighting to emphasize these arrangements. 
This process is replicated during the installation, as objects and materials are 
compulsively arranged and reworked until a complex poetic visual language emerged. 
Over the course of the project, ideas about the ‘kaleidoscopic’ collection have been used 
as a way of framing both this studio collection and the evolving components of restaged 
site-specific immersive environments.    
This methodology involves reflecting on the work during the planning and installation of 
the exhibition, and then afterwards through documentation. After inhabiting and 
developing the Muffling the Smokey-Mould of Mittenfoot site for six weeks in September 2009, 
the practice began to incorporate and respond to the specificities of site. Works formed 
after this, were more responsive to the physical, historical and social context of the 
spaces where the works were formed. In particular, environmental sound elements and 
the susurration of buildings became considered components of the arrangements. As the 
project evolved, the on-going arrangement and rearrangement of elements began to 
engage with the specificities of the different exhibition sites and correlations between the 
works.  The idea of a kaleidoscopic collection of elements is useful to describe how the 
site-specific, ephemeral works operate as installations when they are reconfigured at 
other sites, as the only way to re-exhibit these site-specific works is to restage them. The 
methodology evolved in response to the environmental context, and through expanding 
ideas about the ‘part object’ into a ‘kaleidoscopic’ collection of objects and understanding 
how the practice operates as a ‘transitional space’ to work in.  
Over the course of the project, I began to alternate between works that are more focused 
around a single material fetish within a single space, and works where space is divided 
into a series of corridors and smaller rooms. These are often formed through 
reconfiguring and expanding elements that arose out of the process of making the 
previous installation. The site-specific arrangements and immersive environments I 
construct emerge from exploring poetic material and object arrangements through a 
complex personal engagement with the intricacies, histories and structures of sites used.  
In the next chapter I will detail how these processes have contributed to the particular 
works that constitute this body of research.     
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Chapter 4: Review of Practice 
This review of practice outlines the journey the work has taken from early 2009 until the 
final exhibition in May 2013. Over the course of this Masters research project, the 
creative works have evolved through three loose stages of process and form. This 
evolution is largely driven by reflecting on the work during the planning, installation and 
with the documentation of work in a specific site. This has led to restaging and 
reconfiguring the works in other sites as a way of developing new processes of working 
and thinking.  The most significant shift occurred during the installation of Muffling the 
smokey-mould of Mittenfoot at Accidentally Annie Street Space in 2009, when I became more 
aware of the durational nature of the work and the distinctiveness of the site I was 
working in. During these longer installation periods, more subtle elements of the space 
become evident: the way the air or dirt moved through the space; the way different 
shadows interacted with each other; where and when it got warm during the day; the 
shifting of noises or smells. All these (previously) insignificant details about the space 
begin to influence and exaggerate the arrangement of the objects, materials and surfaces I 
was dealing with. This kind of interaction between smaller details of the work led me to 
consider the space through a kind of choreography of experiences, that could potentially 
make the space feel like the product of inhabitation rather than elaborate staging.  
The following chapter analyses the works included in this project to reveal the changing 
logic of the practice within the context of spatial practice and material fetish. 
Experimenting with issues such as theatricality or choreography of space led to further 
investigations around ideas of performativity, as a maker, and for an audience. The 
creation of a sense of danger or inescapability in the space, where sensations such as 
claustrophobia might potentially create tension in the viewer’s experience, became crucial 
to this evolution.  Experimenting with these different elements as a way of influencing 
audience behaviour became the focus of the project. All of the works in the project are 
dominated by an overwhelming choreography of light, colour and object arrangement. 
The nonsensical titling of each of the works plays on the rhythm or sounds of the words, 
references and different ideas I researched when developing the work, and suggest that 
the space/work may need to be approached in an similarly intuitive way. 
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4.1 Intense and intricate object-based arrangements 
These works, Flooding the Flatbed; Lissom and Lye (April 2009), Flashflooding; lissome and lye 
(April 2009), Amid lashings and lashings of lemonade (June 2009) and The howl of a big, hot jug of 
General-Purpose Milk (July 2009), are characterised by a repetition of forms, a 
reconfiguring of archival material, sensuous rhythms, and a choreography of intersecting 
objects and materials.  These object-based arrangements were developed through playing 
with a specific selection of objects and materials from my ongoing collection. At this 
early stage in the research project, I engaged with the collection as a kind of 
‘kaleidoscopic’ closed system, and explored how the various selections that constituted 
the individual artworks could be also framed as interconnected compositions (See 
Appendix IX). The arrangements were obsessively and intricately planned in terms of 
support structures, light sources, object interactions and material compositions, 
according to a complex and evolving set of rules. During the installation period, these 
fluid and sensuous logics of arrangement were often broken, as the diverse materials 
were arranged and rearranged until they were melded into a momentary ‘complete’ 
system of internal contradictions and collisions (See Appendix X).  
Prior to beginning the Masters project, I visited my extended family members through 
Victoria and New South Wales. Through this family network I was able to visit a 
hoarder’s property and document the different orders and areas within the chaos of the 
huge collection. With this experience, I began the project by trying to incorporate and 
experiment with precariousness and implied movement within the arrangement.  In these 
arrangements, there were often elements that disintegrated through the exhibition. For 
example, at the opening of The howl of a big, hot jug of General-Purpose Milk, bathtubs within 
the arrangement were filled with ice and glass bottles of pink liquid. Over the course of 
the opening there was the eerie sound of the ice cracking as it melted, then the glass 
bottles abruptly began to fall through the ice and slide into the water. Eventually the 
bottles began clinking into one another and the sides of the bathtubs, which created a 
deep resonant knocking (See Figure 1). 
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Figure 1: Ruth McConchie, The howl of a big, hot jug of General-Purpose Milk, 2009 
I had also seen Sarah Sze’s Everything in its right place (2002-2003) at the National Gallery 
of Victoria, which is an elaborate object-based arrangement interwoven across two levels 
of the gallery. Although divided by the space, Sze’s work maintains a distinctive visual 
rhythm through a repetition of logic and form.  As I started developing my own early 
works, I experimented with replicating these material logics in satellite sections of the 
arrangement as a way of linking the components of the larger arrangement together, and 
creating multiple perspectives. This can be seen in The howl of a big, hot jug of General-
Purpose Milk in the interaction between the different angular shapes in the space such as 
the glowing white prisms, glossy black folded venetian blind slats, the black Perspex 
triangles and the more organic forms such as the bulbous blown biros and the rhizomatic 
sheet of Velcro pieces (See Figure 2).    
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Figure 2: Ruth McConchie, The howl of a big, hot jug of General-Purpose Milk, 2009 
To further exaggerate this repetition of form, the works also incorporated strategically 
placed lighting elements, which draw attention to these shapes using the optical effects of 
extreme light and darkness. The shadows produced by the arrangement began to interact 
with other sections of the work and space, which in turn influenced the positioning of 
the objects.  In particular the appearance of forms growing from and infesting specific 
areas can trap the viewer in a rhythm of discovering new interactions and being re-
attracted to other elements of the work, until the multitude of small details becomes 
overwhelming. Although many of the objects used in the works are common household 
items such as bathtubs, trestles, bowls, pens, vases, bottles, soaps and stools, their 
original functions became redefined through their interaction in the arrangement. In 
order to further abstract the works from reality, all symbols and text on the objects were 
hidden.  Karla Black uses this strategy in her work, as she explains,  "nothing points 
outside itself to language or metaphor or symbolism"54. In earlier works, it was suggested 
that I remove all text and symbols from the works to further escape reality (See 
Appendix XI). As Bill Brown explains, this abstraction of the use-value of objects 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
54 Arts Council Collection. 2011. “Karla Black and Structure & Material”. YouTube video, posted 
May 13. Accessed November 29, 2013. http://www.youtube.com/watch?v=tsHe7cb_DKo.  
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within a kaleidoscopic collection can potentially cause the viewer to imagine that “’every 
person’, within this collection of objects, becomes an integral component of the aesthetic 
achievement, enters the object-space as a thing among things that have been granted 
their places in the perfect order they themselves produce”55.  
 
Figure 3: Ruth McConchie, The howl of a big, hot jug of General-Purpose Milk, 2009. 
After reflecting on the documentation of the works (See Figure 3), the interaction 
between the arrangement and the exhibition spaces became more apparent.  The 
implication of the exhibiting space, considered through the documentation of the 
intricate object-based arrangements, led me to further consider the physical, social and 
historical contexts surrounding subsequent works.   	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
55 Brown, Bill. 2006. “Object Relations in an Expanded Field”. differences: A Journal of Feminist 
Cultural Studies 17 (3): 101.	  	  
	   35	  
4.2 Single room material fetish-based installations 
After responding to the Accidentally Annie Street Space during an extended installation 
period, which will be discussed further in the next section, I began to alternate between 
larger multi-space environments and single room materially focused installations. These 
installations, Cuckold culottes; the certainty of Cynosure (January 2010), Chop Shop (January 
2012) and CHOKEHOLD CHOPSHOP POPPYCOCK HAMMERLOCK HAMHOCK 
(September 2012) are narrowed to focus on the way a primary material fetish and its 
interaction with a specific light quality dictates the logic of the overall arrangement of the 
work (See Figure 4). Through an engagement with the specificities of the site, the work 
becomes a singular environment rather than an intricate display of a disparate collection 
of objects. This move from sculptural intricacy to spatial complexity also signaled the 
first negotiation with the expectation of a narrative experience of the work.  
 
Figure 4: Ruth McConchie, Cuckold culottes; the certainty of Cynosure, 2010. 
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These works are dominated by, and directly stem from a single material fetish 
exploration point in tandem with a fascination with very specific light quality in relation 
to this material. For Cuckold culottes; the certainty of Cynosure, there was an investigation of 
hair capes, draped blankets and the weight and movement of these materials when worn 
on the body as a kind of private performance (See Appendix XII). These early 
obsessions initiated a material exploration of black across a range of materials, wool, fake 
hair, rubber and plastic. This repetitive exploration of forms and shadows through a 
specific colour, space and light sources was prompted by Louise Bourgeois’ larger 
sculptural installations such as Articulated Lair (1986) and Cell (Clothes) (1996). Due to the 
darkness of the matte chalkboard walls and black plastic sheeting on the floor, these 
draped, hung and wrinkled materials receded into the darkness or glistened with reflected 
light. The wall surfaces were covered with imperfections that were also exaggerated by 
the dark paint and roughly rubbed off chalk markings (See Figure 5). During a panel 
discussion with Danielle Clej and Kathleen Cameron at the time, Kathleen Cameron 
identified this interest in surface grime, shadow and lustre, with reference to Jun'ichirō 
Tanizaki’s essay In Praise of Shadows. As previously discussed, this essay provided a key 
perspective in its exploration of the importance placed upon the accumulation of grime, 
and the ways that evidence of use is cultivated and treasured on objects and surfaces 
within Japanese culture.  
 
Figure 5: Ruth McConchie, Cuckold culottes; the certainty of Cynosure, 2010. 
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This surface-based exploration was continued in Chop Shop (2012) and CHOKEHOLD 
CHOPSHOP POPPYCOCK HAMMERLOCK HAMHOCK  (2012), after studying the 
formless powdered, wrinkled and liquefied horizontal surfaces in Karla Black’s 
Expressions Are Hurting, Move Outside (2008) through documentation. These two works 
developed from experimentation with the impact of diffused, reflected, and coloured 
light on different powders and liquid dyes that formed surfaces on top of wrinkled drop 
sheets. Although other elements, such as a preparation table, service counter, a collection 
of knives, and a selection of gloves were displayed in the works, the interplay between 
the dried pools of intense colour and light were visually dominant.  In CHOP SHOP the 
clear plastic curtaining around the space, the aluminum foil lined walls and the butcher’s 
paper signs in the windows diffused the light entering the room, amplifying the floor 
surfaces (See Appendix XIII). In CHOKEHOLD CHOPSHOP POPPYCOCK 
HAMMERLOCK HAMHOCK blue lighting was used in an attempt to further 
exaggerate the redness of the floor surfaces, however as a single light source it 
unexpectedly drained the colour from everything in the space (See Figure 6 and 
Appendix XIV). 
 
Figure 6: Ruth McConchie, CHOKEHOLD CHOPSHOP POPPYCOCK HAMMERLOCK 
HAMHOCK , 2012. 
Although these installations focused on a repetitive exploration of an individual material 
or form in relation to a specific light quality, they were extended into larger scale 
environments, which negotiated how these material interactions could form a 
choreographed experience of space.  
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4.3 Immersive, multi-space installation environments 
By incorporating research into the context and specificities of the exhibition space, the 
arrangement of object and materials within the installation works became more 
responsive to, and investigative of site-based elements. The works, Muffling the smokey 
mould of Mitten-foot and Muffling the smokey mould of Mitten-foot (redux) (September 2009), 
Standard Oil Company; he has prickles on his face (September 2012) and Chattel Shelter; hyssop in 
The Helter-Skelter (May 2013) expanded to assimilate the specificities of site with the 
uncontrollable nature of the materials and process. When carefully organised 
arrangements are extended to become multi-room environments, the work moves from 
the spatial complexity of a single room, to the choreography of the experience across of 
several rooms. This choreography of experience involves intricately planning and 
building rhythms and logics of materials, objects, light, sound and smell throughout the 
space. During this process the sensuous qualities of the materials and objects often 
cannibalize and complicate the original strategies, consequently it has been useful to 
think of the elements in this process, existing in a flexible ‘kaleidoscopic’ state until their 
final placement is gradually resolved.  
 Muffling the smokey mould of Mitten-foot was the first work in the project that considered the 
context of the space, including my installation process as part of the overall arrangement 
and construction of the work. This approach to making evolved as a result of the six-
week inhabitation and process-based exploration of the Accidentally Annie Street Space 
site. During this extended engagement with the site, a labyrinth of interconnecting 
cardboard corridors and cramped dark spaces were formed (See Appendix XV). These 
corridors expanded the imagined size of the space, while the tightness of the maze-like 
structure created a sense of creeping claustrophobia. These dank rooms were filled with 
objects and materials built under a typical Queenslander house and as a result the more 
time the viewer spent in the space, the more details and hidden objects were revealed 
(See Figure 7). 
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Figure 7: Ruth McConchie, Muffling the smokey mould of Mitten-foot, 2009 
The work was developed after the initial opening and during this time I was able to 
consider the movement and noise from the house above, and the sounds of other 
exhibition visitors moving around other sections of the space. In this immersive 
environment, I wanted to construct the potential for feeling caught between a curiosity 
to discover new interactions and rooms, and a fear of being trapped in the space.  During 
the installation process, I began to think about the kind of logic of space and objects that 
would develop if the boundaries of the exhibition space were the boundaries of your 
experience, particularly in reference to women being kept as sex slaves and their children 
born into captivity.  
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Figure 8: Ruth McConchie, Muffling the smokey mould of Mitten-foot (redux), 2009 
Due to the length of the installation period, dust settled on objects, the cardboard boxes 
warped with their exposure to the elements and the entire space began to disintegrate. 
The floors were not completely sealed so the dirt moved around, building up in certain 
areas, also suggesting a level of inhabitation of the space.  
Many of the spaces I have exhibited in during this project have been non-traditional art 
spaces, and are often situated in commercial or residential buildings. Standard Oil 
Company; he has prickles on his face responded to Boxcopy’s location within a commercial 
office building in Margaret Street, Brisbane City. The space was divided by a false wall 
into a sparsely furnished office space at the front and hidden corridor space behind the 
wall (See Appendix XVI). This corridor was accessed through a hole that initially could 
not be seen from the glass entry doors. The front space also mimicked the original 
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dimensions of the room, which meant viewers had to enter the space, walk around the 
gallery attendant seated at the desk and climb though a hole in the wall to experience the 
entire work (See Figure 9). I further disrupted the customary experience of the 
Boxcopy space by changing the opening hours. By operating “after hours” the work 
avoided the noise of the café downstairs and other environmental sounds and 
movements became more apparent, such as the constant pulsation of the café’s 
refrigerators and the creaking floorboards in the adjacent offices.  
 
Figure 9: Ruth McConchie, Standard Oil Company; he has prickles on his face, 2012 
The two spaces in the work completely contrast one another: the concealed corridor was 
grimy, bulbous, cluttered and dark, while the front space was light and almost bare.  In 
the rear corridor, the floor was covered was sawdust, grit, and thick twisted ropes of 
cords; cords hung overhead and along the inner walls. The outer walls were covered with 
scrunched, folded and ballooning brown paper, to replicate a kind of dysfunctional 
soundproofing (See Figure 10). The idea of redundancy was continued in the DIY 
breast-like listening devices on the inner cardboard walls and the continuous drone of 
the race calling on the TAB radio station. Cardboard was used to line the makeshift walls 
as plasterboard can have a normalizing effect where the viewer just accepts the wall 
without recognising the division of space that has occurred. In this work the specificities 
of the site and the combination of the concealed doorway, the hidden corridor and the 
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DIY listening devices allowed for greater experimentation with ideas around trespassing 
and the illicit.  
 
Figure 10: Ruth McConchie, Standard Oil Company; he has prickles on his face, 2012 
Chattel Shelter: hyssop in The Helter-Skelter restaged and re-imagined Muffling the smokey mould 
of Mitten-foot in the Sue Benner Theatre at Metro Arts to investigate ideas of theatricality 
and performativity. It exploited the social dynamics and contracts that are unknowingly 
entered into when experiencing the site. In my previous experiences of the theatre, I felt 
restricted by my singular viewing position and inability to choose when and how I 
engaged with the performance (See Appendix XVII). This experience was used to 
expand Muffling the smokey mould of Mitten-foot into a broader exploration of captivity and 
shelter, as potentially understood through object-relations theory. Through restaging and 
reconfiguring previous works, the project aimed to examine how a site-specific body of 
work might operate as a ‘kaleidoscopic’ environment. Like Muffling the smokey mould of 
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Mitten-foot, the work suggested a level of inhabitation, with areas to cook, wash and sleep. 
During the process of organising objects in these spaces, a variety of strategies were used 
to undermine how contrived these spaces can become. This involved quickly arranging 
objects, and then briefly revisiting these arrangements multiple times over the duration of 
the installation to rearrange them so it felt like the organisation of objects was the result 
of everyday use (See Figure 11).  
 
Figure 11: Ruth McConchie, Chattel Shelter: hyssop in The Helter-Skelter, 2012. 
 Another strategy explored in this install was to exploit the theatrical context of the site 
to complicate the potential interaction between audience members by constructing two 
separate entry points at either end of the space – one from the theatre itself and the other 
from an external rear entrance to it. This created a situation where audience members 
from one side, unaware that there was two access points, encountered unfamiliar 
audience members from the other. The attendants of the space were instructed to only 
allow 10 people in the space at a time, however the attendant at the front entry was 
pedantic and often refused entry to viewers, while the attendant at the rear entry furtively 
lured viewers into the space like it was a sleazy club. To further encourage differing 
experiences of the work the two entry points had completely different levels of light and 
sound. Viewers who entered through the theatres front entrance moved through a 
blindingly bright, and quite warm open space to an area of diffused and reflected light, 
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(See Figure 12) and then into a very dark constricted space of almost complete sensory 
deprivation. Viewers from the rear entry experienced the opposite, and it is this potential 
for constructing immersive, multi-space environments that engage all the senses that has 
been the aim of the creative research and outcomes realised in the project.   
 
Figure 12: Ruth McConchie, Chattel Shelter: hyssop in The Helter-Skelter, 2012. 
The strategies that were explored in the various installations discussed above to 
choreograph the viewer’s experience, including building sensuous rhythms across 
multiple rooms through a use of space, materials, objects, light, sound and smell will be 
further explored and refined in new works under development. The approaches to 
making outlined in this chapter have evolved alongside, and as part of, the kaleidoscopic 
practice-led methodology developed and these have been the primary outcomes of the 
research project.  
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Conclusion 
This practice-led research project examines the relationship between material collections 
and processes as a site-specific approach to making and how these relate to the object 
relations theory. This creative activity is in an incessant dialogue with critical reflection 
and analysis of other contemporary practices and theories. The research has been 
principally informed by the theoretical frameworks of Melanie Klein’s ‘part-object’ and 
its development by other theorists, such as D.W. Winnicott and Bill Brown, as well as 
more sensuous ideas around the formless and ‘grime’. Ideas such as the ‘kaleidoscopic’ 
space present a way of approaching practice that acknowledges the sensuous and 
transitional nature of the making process. Rather than a fixed point of resolution, this 
approach also allows for a multiplicity of meanings to be opened up through the work 
and its subsequent restaging and rearrangement across other sites. This clearly relates to 
one of the project’s initial aims to show how a fixed point of resolution (particularly 
through photographic documentation) is insufficient to represent the extended process 
of making that precede this moment, the various ways audiences experience the work, 
and the development of the work through restaging of large-scale installation 
environments.  
Over the course of the project, as the model for a kaleidoscopic approach to practice 
evolved, the works moved from intense object-based arrangements that developed into 
single room material-fetish based installations and immersive, multi-space installation 
environments. The choreography of spaces developed as a result of research into the 
practices of Ilya and Emilia Kabakov, Mike Nelson, the collaborative duo Jonah 
Freeman and Justin Lowe, and the performance group Punchdrunk. The materials, 
objects and physical structures used in the practice have been strongly informed by the 
work of Louise Bourgeois, Eva Hesse, Sarah Sze and Karla Black.    
The practice will continue to explore the potential of crossing audience thresholds as a 
way of intensifying their experience of the work. The project has also allowed me to 
consider the interaction between the sensual experience of site that precedes an 
intellectual engagement and the creation of imagined narrative that follows. This focus 
on the affectual, site-specific and potentially narrative aspects of installation work has 
allowed for new understandings of site-specificity and audience involvement in 
contemporary installation art practices.  
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